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Abstract  
My dissertation and artwork explore the interdependence and interconnection of 
different structures and cultures by answering the question of how one might 
live one’s life in a displaced situation. The question is considered through the 
lenses of both cultural identity and medium specificity. This research paper also 
explores how to sustain difference while moving and being “fluid” within society 
and across borders. This paper answers this question by referencing theorists 
and philosophers, and by introducing the work of several contemporary artists 
who all, in one way or another, support my argument and my art practice. My 
artwork will show a transformation process between two different objects: the 
termite nest and the wooden shoe.  
My thesis will propose that – even though the way to sustain differentiation in a 
process of assimilation is to live in a fluid, open and borderless way – it could 
be argued that some sort of boundary can give a protection and a sense of 
belonging that is still desired in the world today. The new home, however, is not 
static but will be ever-transforming and changing. 
In the current connected world, identities need to be fluid and open to constant 
change, so as to be flexible with the movements across borders. Important for 
keeping harmony and balance is to understand and accept differences, and to 
adopt and question aspects of other identities. I introduced the Dutch clog as an 
iconic Dutch symbol and as a reflection on form in association with my identity. 
In Australia I stumbled across the termite nests and their interesting forms and 
shapes. The transformation process is demonstrated in the artwork through the 
interconnection of the Dutch clog with the Australian termites and their nests. 
This process has resulted in the work Homeward Bound, an installation of 
hybrid objects.  
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“In form there is no more longing 
and no more loneliness” 
by Gyorg Lukacs1 
 
Introduction 
This dissertation investigates the interdependence and interconnection of 
different structures and cultures by answering the question of how one might 
live one’s life in a displaced situation. My dissertation analyses the themes of 
“roots versus routes”, diaspora and displacement, border versus borderless and 
the fluidity between identities. The question is considered both through the lens 
of cultural identity and that of materiality. This paper also suggests how to 
sustain difference while moving and being “fluid” within society and across 
borders. It addresses the interconnection between different structures and 
cultures by referencing certain theorists and philosophers and by introducing 
the work of several contemporary artists who all, in one way or another, support 
my argument and my art practice.  
My art practice investigates the question of how to live one’s life in a displaced 
situation by combining and contrasting different materials, forms and shapes, 
through installation. Rather than presenting co-existent entities, I will show co-
dependant or interdependent items so as to make a connection and 
transformation apparent. 
The state of the world is such that people often have more than one nationality, 
and frequently move between countries for work and other economic, social 
and political reasons. The recent, terrible tragedy of the Flight MH17 crash2 
highlighted the problems of how to identify a person’s homeland. In thinking of 
myself, I wondered whether, if I had been on the plane, would I be regarded as 
Dutch or Australian (I have both passports)? If my body would be sent home, 
would home be Holland or Australia? Is home where your house is? For a 
displaced person, is the idea of harmony and balance achieved by a borderless, 	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
1 Gyorg Lukacs, Soul and Form (New York: Colombia University Press, 2010), 1. 2	  The flight MH17 crash refers to a Malaysian Airlines scheduled international 
passenger flight from Amsterdam to Kuala Lumpur that crashed on 17 July 2014 after 
being shot down. The plane crashed in Ukraine, near the Russia border, killing all 
passengers and crew on board. 
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fluid and open setting? Or do we still want a home or shelter to feel a sense of 
belonging and feel protection?  
This thesis will propose that, even though the way to sustain differentiation in a 
process of assimilation is to live in a fluid, open and borderless way, we still 
need some kind of border or open boundary to feel protected and to retain a 
sense of belonging. This paper will weave between personal narrative and 
theoretical discussion. 
In my artwork I investigate the transformation of forms and structures and the 
fluidity of identities in flux. My earlier work consisted of the transformation of a 
rigid, man-made, rectangular material (Perspex), through heat, into a softened 
liquidity. Even though the material reverted to a solid form, something fluid was 
caught in this process and frozen into soft, organic shapes which still referenced 
their previous geometric, grid-like orientation. The intention was to “melt the 
grid”. The work explored whether the deconstruction of the grid can potentially 
provide a vehicle for letting go of its constraints and, by extension, for letting go 
of constraints or control in general while maintaining harmony and balance. 
In my recent work, I have used natural materials and introduced a domestic 
form, the Dutch clog, as an iconic Dutch symbol, a fixed form, and as a 
reflection on form in association with identity. In Australia I became intrigued by 
termite nests, and their interesting forms and shapes. Even though not 
emblematic of Australian culture, they do evoke some aspects of the Australian 
landscape. The termite itself is an interesting insect as is the idea that such a 
tiny creature can eat wood, can make a house fall down and create this 
beautiful honeycombed form as a by-product. In my art practice I decided to 
investigate the notion of interdependence through a speculative and 
experimental process of reshaping and connecting these different objects: the 
clog and the termite nest, to create new organic, flowing and open forms.  
This thesis will explore these ideas over the following five chapters. The first 
chapter reflects on the history of formalism and the discussion on form in 
relation to the formless. Art historians Rosalind Krauss and Yve-Alain Bois 
produced the Informe exhibition in Paris in 1996 in an attempt to clarify the 
distinction between form, formalism and formlessness. This leads on to the 
sociologist and cultural theorist Zygmunt Bauman’s ideas of “fluidity” where he 
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talks about forms that do not maintain their shape and are constantly ready to 
change. The two artists Dennis Fedderson and Angela de la Cruz are examples 
of practitioners who support the ideas of changeability and flexibility through 
their art.  
The second chapter introduces the Dutch shoe: the clog. My art practice to date 
has consisted of working with different materials and has been concerned with 
my interest in ideas related to form and shape in general. Reflecting on form 
and on my life as a Dutch person living in Australia, I decided to use the form of 
the clog in my practice. In this chapter I analyse how the French philosopher, 
Jacques Derrida, amongst others, commented on the Dutch artist Vincent van 
Gogh’s paintings of shoes, as an abandoned form of the foot – an open form.  
Likewise, the artist Marina Abramovic has used shoes in her artwork as a 
means to reflect on entering a space of contemplation, to make a connection 
with nature and the material from which the shoes are made. As Abramovic did, 
I brought back material from nature into urban life to then create an 
interconnection between Australian nature and the Dutch clog.  
In chapter three I discuss the clog as a metaphor for my Dutch identity while 
living in another culture. This chapter introduces the notion of cultural identity in 
various representations, such as mobility, home, belonging, boundaries, 
memory, sustaining difference and relation to others. Zygmunt Bauman defines 
cultural identity by the way ideas and practices, which have crossed frontiers, 
find new homes, while Nikos Papastergiadis, Professor of Cultural Studies at 
the university of Melbourne, writes about understanding and accepting 
differences. Australian artist Aleks Danko is an example of an artist who uses 
the domestic activity of embroidery in his work, which looks at identity and 
memory through the lens of diaspora and resettlement. Doris Salcedo is an 
artist who uses objects from the past to evoke internalised memories. I consider 
both these artists’ practices in relation to my artwork, Homeward Bound. 
In chapter four I describe the crossover into Australian culture by depicting 
some characteristics of the termites and their nests. Termite nests are not 
emblematic of Australia, but I came across their nests when walking in Ku-ring-
gai Chase National Park and found both the nests and the insects fascinating. 
The termites are social insects in the sense that they live in colonies. A social 
colony can contain several thousand individuals, and sometimes up to a few 
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million individuals. Usually a colony is just a large family – there is the king and 
queen, and all of their offspring. In this chapter I discuss an up-scaled termite 
nest that was erected in London for an insect conference.  
In the final chapter, chapter five, I will discuss my recent work, Homeward 
Bound, and how the previous chapters relate to this artwork. The connection 
between the clog, the termites and their nests is examined. In conclusion, a 
summary will be given of the main concerns regarding my Master’s research 
paper and a response to the proposed thesis question will be evaluated.  
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Chapter 1.  Materiality: form and fluidity 
My artwork so far has been particularly concerned with form and formlessness. 
My Honours project represented the culmination of various explorations into the 
distortion of form. With a background in accountancy involving the use of 
spreadsheets, I was arguably somewhat predisposed toward the idea of the 
grid, which extended to investigations into Formalism. Subsequently I aimed to 
challenge and distort the legacy of accountancy by ‘melting the grid’, and I 
directed my focus to creating forms and playing with materials in a soft and 
open-ended way. In my Master’s project I continue on this path of working with 
and investigating materiality, forms and shapes. Forms that do not maintain 
their shape, which change shape and connect with other shapes, have become 
my next point of interest, supported by Zygmunt Bauman’s ideas of fluidity. 
Bauman argues that in society today, there is the desire for creative destruction 
and the need for a new, improved and constantly-changing structure. Solids are 
not solid enough anymore and are seen as transient and temporary 
settlements, as flowing and non-lasting substances. Bauman continues to say 
that “we have moved away from a ‘heavy’ and ‘solid’ hardware-focused 
modernity to a ‘light’ and ‘liquid’ software-based modernity.”3 Furthermore, he 
reflects on the observation that old modes of life are no longer suitable for the 
human condition but that new modes have not really been put in place. New 
solutions seem to need another new solution almost immediately. “‘Liquid 
modernity’ is the growing conviction that change is the only permanence and 
uncertainty the only certainty.”4 
Formalism has its roots as far back as ancient Greece; but within the language 
of the visual arts, the concept is generally associated with modernity, and the 
formalist approach did not gain wider currency until after World War II.5 
Formalism puts the emphasis on form, rather than content. The philosopher of 
history and art Antoon van den Braembussche argues that only internal, 
intrinsic values are pertinent for assessing artworks, not the subject of the 
artwork, historical context or other external ideals. Only the form of the artwork 	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
3 Zygmunt Bauman, Liquid Modernity (Malden, MA: Polity Press, 2000), Foreword to 
the 2012 kindle edition.  4	  Ibid.	  
5 Robert Atkins, Artspeak: A Guide to Contemporary Ideas, Movements, and 
Buzzwords (New York: Abbeville Press Publishers, 1990), 98. 
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is relevant.6 “The brief hegemony of the method called ‘Formalism’ came in the 
1950s and early 1960s and its reign is the crucial backdrop for contemporary 
antagonisms between the idea of form and formlessness.”7 
American professor in the history of art Caroline Jones claims that “in brief, 
‘form’ has been identified as modernist, ‘formless’ as a process beyond the 
postmodern divide, yet it is claimed that theorists of the ‘informe’ have not 
moved beyond form as much as they have returned to a lost future rescued 
from formalism’s complex past.”8 For Rosalind Krauss and Yve-Alain Bois, the 
dichotomy between form and formless is central. They co-curated the Informe 
exhibition at the Centre Georges Pompidou in 1996 in an attempt to clarify the 
confusion of form, formalism, and formlessness in terms of visual art practice. 
Consequently, Krauss and Bois wished to define ‘formless’ as being the task of 
bringing things down to earth, of being deconstructive in nature.9 Informe was 
made to signify a process – the process of loss of form.10 A key operation of this 
conception of the formless is entropy. Entropy (second law of thermodynamics) 
leads all matter and energy inevitably into an increasing state of disorder. This 
law is strongly linked with Krauss and Bois’ fascination with rot, waste and the 
decomposition of everything. It operates by means of degradation, 
accumulation, inversion, the invasion of noise, wear and tear, and so on.  
Entropy is not simply the wearing away of form, but much more – it is an attack 
on meaning itself. Entropy is the constant and irreversible decomposition of 
energy in every system, towards a continually increasing state of disorder and 
of non-differentiation within matter. It is a negative movement.11  
For me, the breaking down of geometric form into curvaceous, organic shapes 
had deeper meaning. It was a metaphor for the closure of a previous ‘formal’, 
grid-like career in accountancy, and the adoption of successively more flowing 
careers in counselling and art. The journey from form, through formlessness 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
6 Antoon Van den Braembussche, Thinking Art, an Introduction to Philosophy of Art. 
(Netherlands: Springer, 2009), 62. 
7 Caroline A. Jones, "Form and Formless," in A Companion to Contemporary Art since 
1945, ed. Amelia Jones (Carlton, Victoria, AU: Blackwell Publishing, 2006), 127. 
8 Ibid. 
9 Rosalind E. Krauss and Yve-Alain Bois, Formless: A User's Guide (New York: Zone 
Books, 1997). 
10Jones, "Form and Formless," 140. 
11 Ibid, 34. 
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and into another form, mirrored an emotional development from constrained 
and determined to unbridled, random and flowing.  
My artwork, Between the Sheets, 2012, an installation of curved and contorted 
white Perspex sheets, concerned free play of forms and shapes and 
represented distortion of form at the same time.12 With the intention of “melting 
the grid”, the inherent rigidity of the rectangular and square Perspex sheets was 
overturned in my exploration of the possibilities of flow and form. Released from 
their idealised, mathematical structure, the Perspex sheets became liberated, 
situated both categorically and literally in the expanded field. Between the 
Sheets consisted of the transformation of forms of man-made material, through 
heat, into a softened liquidity to then go back into a new more flowing form. The 
work explored whether the deconstruction of the grid can provide a metaphor 
for letting go of its constraints and by extension, for letting go of constraints or 
control in general, while maintaining harmony and balance. I like to think that 
the Perspex sheets have well and truly been set free from their geometric 
containment and have transformed into organic and flowing forms. 
           
Figure 1. Ingrid van der Aa   Figure 2. Ingrid van der Aa 
Between the Sheets, SCA   Between the Sheets, North Sydney 
Undergraduate (Honours) Art Prize, 2013. Perspex,  
Show, 2012, dimensions 120 x 120 x 40 cm. 
variable 
 
 	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  12	  	  Between the Sheets was presented at the Sydney College of the Arts 
Undergraduate (Honours) show in 2012, and in 2013 in a different installation at Verge 
Gallery in Darlington. It was also exhibited at the North Sydney Art Prize and then at 
the Harbour Sculpture Prize in Woolwich. 	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Figure 3. Ingrid van der Aa. Between the Sheets. Harbour Sculpture Prize, 2013. 
 
 
Figure 4. Ingrid van der Aa, Between the Sheets, 2013, Perspex, 120 x 120 x 40cm. 
Bending the truth, Graduates Collaboration Show, Verge Gallery, Darlington 
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Jones states that: 
“In philosophical terms, formlessness will always lurk as the 
stubborn residue or necessary foreshadow to cultural form. 
Likewise, form is the ‘hallucinated’ common structure that 
constitutes the precondition for culture itself. The useful 
antinomy of form and formless has long produced a generative 
relation between these foundational cultural concepts. The best 
contemporary art acknowledges both the artifice of that relation, 
and the mutually constitutive role that ‘form’ and ‘formless’ 
continue to play in the visual culture of our time.”13 
Whereas Krauss and Bois talk about formlessness and entropy as being a 
disorder or a negative movement – and where Jones talks about formlessness 
as a residue of cultural form – Bauman takes a different approach. Bauman 
relates formlessness to liquidity and fluidity. He states that we now live in a fast 
society where we have to be ready to change and be open about new and 
improved states of being. Solidity and liquidity are inseparably connected. 
Bauman argues that the resentment about solidity was directed towards a 
disappointment in the degree of solidity in solids and their insufficient resistance 
to change. As a result, solids came to be seen as a transient and momentary 
state of being.14 Flexibility has replaced solidity as the condition to aspire to. 
Fluids do not keep any shape for long and are constantly ready to change. 
According to Bauman, being modern means not standing still – it is not about ‘to 
be’, but about ‘becoming’ and working on constant improvement. Each new 
structure is just another temporary settlement.  
Two artists who work with ideas of transformation, flexibility and changeability, 
through playing with form and its distortion, are Angela de la Cruz and Dennis 
Feddersen. Spanish artist De la Cruz creates her work through playful acts of 
wilful destruction and considered reconstruction.15 In this sense, her works blur 
the distinction between painting and sculpture, with her pieces being at once 
objects and images, and therefore challenging their own presence and 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
13 Jones, "Form and Formless," 142. 
14 Bauman, Liquid Modernity, 2. 
15 Angela de la Cruz, www.annaschwartzgallery.com (accessed March 20, 2012). 
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absence.16 The ‘form’ is displayed compressed and mixed with a human 
presence. The works’ proportions follow the human body; the orange and white 
works are scaled specifically to match the artist’s body. 
De la Cruz distorts Minimalism’s drive for purity of form by playing with its 
perfect finish. At first glance, her works appear to have been vandalised or 
abused. Contorted pieces of aluminium, twisted and violated, are hung on the 
wall; and yet it is this deliberate and systematic violation of the series which 
creates the end result. De la Cruz confronts the “problem” with painting by 
incorporating its very destruction into the work, and moving from an image 
towards an object in this process. 
    
                  
           
Figure 5. Angela de la Cruz,    Figure 6. Angela de la Cruz  
Compressed (orange)    Compressed (white) 
 2011, oil on aluminium, 130 x 80 x 60 cm  2011, oil on aluminium, 122x 
70x60cm 
 Reproduced from:      Reproduced from: 
 http://www.annaschwartzgallery.com  http://www.lissongallery.com 
 (accessed March 20, 2012)   (accessed August 5, 2012) 
  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
16 Ibid, De la Cruz’s sculpted canvases and aluminium forms, as seen below, were 
shown at the exhibitions Transfer at Lisson gallery in London in 2011 and then at Anna 
Schwartz Gallery in Melbourne in 2012.  
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The German artist Dennis Feddersen’s sculptures are neither closed nor 
ultimately determined in their form, and their formal identity is that of 
changeability.17 Feddersen, who studied with John Armleder and Bogomir 
Ecker, “experiments with different types of materials. Flexibility is one of the 
most important criteria for his choice of materials”.18  The flexibility of the 
sculptures allows them to adjust to different surroundings, responding to the 
environment and space and adapting accordingly. There is no centre from 
which the sculptures appear or to which they steer. This decentralising element 
is an important decision. He states, “there are no hierarchies as there is no 
front, no back, no top and no bottom”.19 A good example of this characteristic is 
evident in the work Parasite #19, 2010 (see figure 7), which I saw at the 6th 
Berlin Biennale in 2010. There is a dynamic and decentralised aspect to 
Feddersen’s sculptures that allows the structures to sit almost simultaneously at 
different locations. The crawling forms spread across the space, bridging 
viewing areas. Feddersen’s sculptures form a symbiosis with the space. The 
work Parasite #19 even needs the space to exist, and from this symbiosis the 
space receives new spatial qualities. 	  
 
Figure 7. Dennis Feddersen, Parasite #19, 2010 
Bending plywood, 320 x 450 x 270 cm 
Reproduced from: http://www.artstlant.com 
(accessed March 20, 2012) 	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
17 Dennis Feddersen, www.artslant.com (accessed March 20, 2012). 
18 Ibid.	  
19 Ibid. 
	   12	  
Similarly, in my artwork, Homeward Bound, I will present an installation with 
open structures and organic shapes that have formed a symbiosis. Unlike 
Feddersen’s work, which forms a symbiosis with the space itself, my work 
consists of objects where symbiosis has taken place amongst the pieces.  I will 
show an installation with shapes that, like De la Cruz’ work, represent a 
deconstruction and reconstruction of objects. The interdependence and 
interconnection of the two things, the clog and the termite nest, are explored. A 
cross-fertilisation happens, transformation occurs and something new emerges. 
The installation will consist of newly created hybrid objects that are mixed with 
human presence by referencing the foot, in different proportions. 
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Chapter 2.  The Clog  
Clogs, or “klompen” in Dutch, are wooden shoes that cover and protect the 
whole foot. While one might not observe many clog-wearers in Amsterdam, in 
the countryside clogs are still widely used by farmers and gardeners who value 
their utility, particularly when walking through muddy polders. Indeed they have 
been certified by the European Union as effective safety shoes that can 
withstand heavy objects or concentrated acids. Their historical ubiquity has left 
their mark in countless idiomatic expressions in the Dutch language, such as 
“iets op mijn klompen aanvoelen“, which means literally “feel something on my 
wooden shoes”, which translates as to feel something in your bones. Another 
expression is “nou breekt mijn klomp”, an expression literally translated as “now 
my clog breaks” but more readily understood by an Australian as “bugger me”, 
in the sense of “what a surprise”.  
In a fascinating irony, historians have found it difficult to precisely date the 
origins of the clog, due to the fact that, once worn out, these traditionally hand-
crafted shoes would be used as fuel for the wood-burning fire. Nevertheless, it 
is estimated that the first clog appeared at least 850 years ago. The oldest 
known example is from 1230, found in Nieuwenkerk, near Amsterdam, and 
made from alder wood. The variety of shapes and forms reflected who would 
have worn them: rounded forms for the farmers of muddy fields, or pointed toes 
to assist the pulling in of nets for clog-wearing fishermen.20 While wooden 
shoes have been found all over the European mainland, from Scandinavia to 
the Southern Mediterranean (the French even claim to have invented them), the 
fact remains that they are a universally recognised and celebrated symbol of 
Holland.  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
20 ”Dutch Wooden Shoes,” www.iamsterdam.com (accessed 19 March 2014) 
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Figure 8. Dutch “clog machine”  Figure 9. 
Courtesy Ingrid van der Aa   Vincent van Gogh, Stilleven met 
2014      Fles, aarden pot en klompen, 1885 
      Reproduced by: Ingo Walther and 
      Rainer Metzger, van Gogh, alle           
      schilderijen, (Kerkdriel, NL: Taschen, 
      2001), 119 
 
In his early work, the Dutch painter Vincent van Gogh (1853-1890) drew and 
painted vignettes from peasant life in the south of Holland, in which he 
frequently featured wooden shoes. The painting Still life with earthenware, 
bottle and clogs, 1885 (figure 9), shows van Gogh experimenting with colour 
and light and developing his technique while living in the southern town of 
Nuenen.21 Many philosophers and art historians have written about van Gogh’s 
paintings of shoes, including Martin Heidegger, Meyer Schapiro, Jacques 
Derrida and Frederic Jameson. These simple shoes have prompted fierce 
debate and conjecture as to their true meaning. Jameson suggests that “the 
image could be understood in the context of abject agricultural misery, stark 
rural poverty and backbreaking peasant toil; a world reduced to its most brutal, 
menaced, primitive and marginalised state”.22 Heidegger expands on the idea 
that “the work of art emerges within the gap between Earth and the World, with 
the shoes belonging to the Earth and protected by the World of the peasant 
woman”.23  
            	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
21 My father is from the nearby village of Den Dungen and wears his clogs every day 
when he tends the vegetable garden at the house where he was born 80 years ago.	  
22 Jameson Fredric, "The Jameson Reader," ed. Michael Hardt and Kathi Weeks 
(Oxford, UK: Blackwell Publisher, 2000), 194. 
23 Ibid. 
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Figure 10. Geert van der Aa    Figure 11. Vincent van Gogh 
in vegetable garden, Den Dungen,    Digger, 1882. Reproduced by: 
2013, courtesy Ingrid van der Aa   http://www.wikiart.org  
        
 
 
Figure 12. 
Vincent van Gogh, Een paar schoenen, 1886 
Reproduced by: Ingo Walther and Rainer Metzger,  
van Gogh, alle schilderijen,  
(Kerkdriel, NL: Taschen, 2001), 183 
 
Heidegger ascribes many more layers of meaning to the shoes, which can 
ultimately be summarised as the artist presenting the conceptualised essence 
of “shoeness”. In Schapiro’s attack on Heidegger’s romanticising of rural life, he  
accuses Heidegger of misunderstanding the subject matter: “who says these 
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shoes are those of a peasant woman?”24 Indeed, after plunging deeply into van 
Gogh’s correspondence and the writing of his friends, Shapiro demonstrates 
that they are not even women’s shoes. Going beyond the historical facts and 
into metaphysical conjecture, Derrida explores the worth of a pair of shoes that 
have been so abandoned, so detached from their clear purpose to protect the 
wearer and connect the wearer with the earth. Indeed the lack of a wearer, 
without a reference or relationship to the subject, renders the shoes 
anonymous, supporting nothing but the ghost of the absent subject.25 And yet 
the shoe  retains meaning beyond any random object, “informed by the foot, it is 
a form, it describes the external surface or the envelope of what is called a 
form, a piece of wood in the shape of a foot which is used to assemble a 
shoe”.26 Interestingly the wooden form so described would precisely fill the 
negative space of a wooden clog, the two together making the piece of wood 
that was shaped by the clog-maker. “Nou breekt mijn klomp.” 
Likewise, Marina Abramovic's crystal Shoes for Departure offer to transport the 
viewer into an altered state of consciousness. With the artist's written 
instructions functioning almost as a hypnotic suggestion, the shoes provide the 
means to enter a space of trance and contemplation: "With naked feet enter the 
shoes. Eyes closed. Motionless. Depart. Duration: limitless. Material: 
amethyst."27 The Shoes for Departure, 1991, are for human use. These art 
pieces are made from very large amethyst crystals, which are placed on the 
floor in the position of a step, weighing about 40 kilos so you can not walk in 
them. You have to take off your own shoes and stand inside these crystal shoes 
in bare feet with eyes closed.  These crystal shoes are not intended for walking 
but are meant for standing in with your eyes closed so that you depart without 
moving. 
 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
24Steven Melville, "Jacques Derrida. "The Truth in Painting". Trans. Geoff Bennington 
and Ian Mcleod (Book Review)," (1987), 276.  
25 Ibid., 265. 
26 Ibid., 266. 27	  www.thefruitmarketgallery.com (accessed 16 June 2014)	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Figure 13. Marina Abramovic. Shoes for Departure, 1991. 
Reproduced from http://www.thefruitmarketgallery.com (accessed 16 June 2014). 
 
Abramovic claims that we are no longer able to respond directly to nature. 28 
She states that: 
”in the Western world, we are completely disconnected.  One of the roles 
of the artist is to make this connection possible again.  The artist has to be 
the servant of society and to get society back in tune with nature. Nature 
does not need any art; it is so perfect as it is. To build anything there is 
arrogant, to put obstacles in such a perfect harmony is ridiculous”.29  
Abramovic goes to nature to get the materials she needs to bring back into 
urban life. She invites the public to go through their own physical and mental 	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  28	  www.thefruitmarketgallery.com (accessed 16 June 2014)	  
29 Ibid. 
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experience and not just look at the thing and think with their head. The artist 
invites the viewer to interact with the object; to touch it, to come close to it and  
to feel its energy. For Abramovic, the work is not complete if there is no 
interaction, and that’s why her objects are called transitional objects.30  
As Abramovic talks about transitional objects and the importance of interaction, 
my work, Homeward Bound, similarly relates to the interconnection of objects. 
Processes of symbiosis and connection in nature are imitated to create the 
work. I also brought back material from nature into urban life to create shoe-
shaped forms, based on the shape of the clog. The material I used is the 
termite nest, as I will describe further in chapter four. I concentrated on making 
a connection between the clog and the termite nest as a symbiosis of the two 
objects, resulting in hybrid objects. The termite nests were made solid and then 
carved into clog-shaped pieces; an interconnection between termites and the 
clog shape of the wood was created. Homeward Bound consists of shoe-size 
pieces and an up-scaled open frame of a clog. The big, open structure of the 
clog represents contact with termites and the inside can be seen as an enlarged 
termite nest channel which has been carved or eaten out of it.  
 
 
 
 
 
 
 
 
 
 
 	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  30	  Ibid.	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Chapter 3. Cultural identity  
Professor of cultural studies, Ien Ang, suggests that in contemporary society the 
mobility of people, their experiences and ideas have accelerated, challenging 
our mental, social and physical boundaries.31 The migration of today is very 
different from the past, and no country is purely a place of immigration or 
emigration. The confined boundaries of nations are inadequate in today’s  
global world.  The world is influenced by powerful new forces of globalisation, 
migration and intermingling of populations. In a world that is increasingly 
interdependent – with international flows of technology, information and media – 
the concept of diaspora has changed and become more complex.32 Steven 
Nelson, Assoiate Professor of African and African American Art History at 
UCLA, defines diaspora as “dislocation from a place of origin and relocation in a 
new setting, underscoring diaspora as not only the scattering of people but also 
an indication of their relationship to the new places they inhabit”.33 Diasporas 
have always been transnational in nature. Bauman talks about the altered 
character of global migration, and identifies three separate phases in the history 
of modern migration: 
• “Firstly the emigration from people from Europe to ‘empty 
lands’, …’for cultivation.’  
• Secondly some of the native populations followed the 
colonialists returning to their homelands … such as 
Indonesians moving to Holland in the 1970s after they 
became independent, … to be fitted into the model of 
assimilation and turning into ‘minorities’.  
• The third phase of modern migration is currently in full flow: 
the age of diasporas: an infinite archipelago of ethnic, 
religious and linguistic settlements… steered by the logic of 
the global redistribution of living resources,… and toss about 
in the snares of dual (or multi) citizenship – and, what it is 
more, dual (or multiple) loyalty”.34 
 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  31	  Ien Ang, "Out of Bounds: Inauthentic Spaces and the Production of Identitities.," in 
Foreign Dialogues, ed. Mary Zournazi (Annandale: Pluto Press, 1998), 155. 
32 Steve Nelson, "Diaspora: Multiple Practices, Multiple Worldviews," in A Companion 
to Contemporary Art since 1945, ed. Amelia Jones (Carlton, Victoria, AU: Blackwell 
Publishing, 2006), 296. 
33 Ibid. 
34 Zygmunt Bauman, Culture in a Liquid Modern World (Cambridge: Polity in 
association with the National Audiovisual Institute, 2011), 34.	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In this chapter I will concentrate on the last phase of migration as mentioned by 
Bauman – the age of the diaspora. My personal situation complies with this 
particular idea of the age of the diaspora; I immigrated to Australia from the 
Netherlands in 2006 and now have dual citizenship. My migration was economic 
rather than political, allowing me free passage between Holland and Australia. 
Qualities of diaspora in general are characterized as “history of dispersal, 
memories of the homeland, alienation of the host country, desire for eventual 
return, ongoing support of the homeland and a collective identity importantly 
defined by this relationship”.35 This collective identity is an identity I recognise in 
the way that when I am in Holland I don’t feel totally Dutch anymore, and when I 
am in Australia I don’t feel totally Australian either. I feel I am a global citizen 
with particular attachments to both Holland and Australia. While this chapter 
does not attempt to address post-colonial theory in any depth, it will outline the 
notion of cultural identity in various representations, such as home and 
belonging, memory, sustaining difference and relations to others.  
A person’s identity can be seen as a combination of their upbringing in the 
family home and the journeys that take them away from home, referred to in the 
British work on diaspora by the theorists Paul Gilroy and Stuart Hall as the 
distinction between “roots and routes”.36 The idea that one’s identity is a 
construction that goes much beyond essentialist roots is expanded upon by Ien 
Ang. While Ang describes herself as Chinese, she has never lived in China, 
does not speak Chinese and was born in Indonesia. For her, being Chinese is 
not something that comes from inside; it is socially constructed from 
experiences and contexts that combine to produce a cohesive idea of identity.37 
To Ang, it is a process that never stops. Perhaps having no roots and 
establishing one’s identity in this fluid way is less difficult than when one’s roots 
are forcefully transmogrified through displacement to faraway countries. As 
identity and place are forced into constantly shifting configurations, their ragged 
edges can not be smoothed out.38 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
35 Nelson, "Diaspora: Multiple Practices, Multiple Worldviews," 297. 
36 Ang, "Out of Bounds: Inauthentic Spaces and the Production of Identitities.," 155. 
37 Ibid. 38	  	  Ruth Frankenberg and Lata Mani. “Crosscurrents, Crosstalk: Race, ‘Postcoloniality’ 
and the Politics of Location,” in Displacement, Diaspora and Geographies of Identity, 
ed. Smadar Lavie and Ted Swedenburg. (Durham & London: Duke University Press, 
1996), 18. 
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Meanwhile, for my father, born and raised and grown old in the same 
farmhouse in the same village in Holland, the question “where do I belong?” or 
“who am I?” would be easy to answer. However, in modern times these 
questions take on an importance, an urgency and a complexity that would be 
unrecognisable to my father. Nikos Papastergiadis states that “never before has 
the self been the site of such intense cultivation and the place of origin such a 
determining force in our destiny. To break out of the past and to venture across 
to new territories has been a dominant drive in modernity”.39 Cultural identity is 
crafted over centuries by the process of continuity; without continuity there is no 
forming of habits, objects or icons that symbolise culture. However, only through 
breaking away from one’s roots is it possible to recognise that the banalities of 
continuous existence actually can be seen as culture. Would my father 
experience clog-wearing as a part of cultural identity, given that he has always 
done it, his neighbours do it and there is to him absolutely nothing remarkable 
or interesting about it? However, once separated from home, the question of 
“where do I belong?” assumes real significance and poignancy. The question of 
“who am I?” now becomes visceral, barbed and delicate. Clearly, the act of 
displacement changes everything. One loses stability in relation to one’s place 
in the world, but also loses stability with respect to one’s idea of self, now no 
longer connected and no longer integrated. Yet at the same time, the sense of 
cultural identity that was left behind is more sharply defined, seen with a clarity 
impossible without the perspective of distance.  
 
This process of forming cultural identity is dynamic and complex and in a 
constant state of regeneration, as a process of internalisation and 
supplementation.40 Being refreshed constantly by memories and sporadic visits, 
internalising differences and resetting the mind model of who one is – all this 
has the effect of dissolving the contradiction between old and new paradigms. 
One element is replaced by another or is morphed into a hybrid, resolving  
dissonance and creating continuity where otherwise disharmony rules the mind.  
 
 
 	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
39 Nikos Papastergiadis, Spatial Aesthetics: Art, Place and the Everyday (Chicago: 
Rivers Oram, 2006), 71. 
40 Ibid., 91. 
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As Papastergiadis puts it: 
 
“The modernist strategies of incorporation, or ‘cannibalizing of 
the other’, has been understood as operating according to an 
‘economy of the same’: difference is introduced into the body but 
only to confirm and bolster its own priorities”.41  
 
Extending cultural identity by supplementing with discordant pieces “can have 
the effect of disrupting the conventional order and realigning the priorities of the 
dominant self image”.42 The assimilation process itself will necessarily affect 
one’s cultural identity. Perhaps the only lever of control in this process is 
consciously selecting or rejecting which aspects of old and new are to be 
integrated and thereby guiding the process in the desired direction. In a 
multicultural world – where there is a smorgasbord of cultural identities to 
choose from and one’s own ‘true north’ is at best complex and often confused – 
cultural identities are not easily translatable on their own terms. There is no 
showdown to determine which culture dominates. Only an examination and 
understanding of the differences, and a dynamic process of adoption or 
rejection of aspects of other identities, make sense in such a complex 
environment.  
 
The concepts of ‘home’ and ‘belonging’ seem to conflict with the world of 
movement, distance and time. Both home and belonging represent imaginings 
that are spatially expressed and emotionally charged. The power of home is 
often reflected as house ownership, and community as focal points of security 
and thus feelings of belonging. However, “the concept ‘home’ must be opened 
up by exploring space in terms of social relations such that identities are then 
constructed through a complex of social relations within overlapping spaces and 
places”.43 Remembering home is not about simply retrieving memories about an 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
41 Ibid. 
42 Ibid. 
43 Andrew P. Davidson. “The play of identity, Memory and Belonging: Chinese Migrants 
in Sydney.” In At Home in the Chinese Diaspora, edited by Khun Eng Kuah-Pearce and 
Andrew P. Davidson (London : Palgrave Macmillan, 2008), 35. 
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original home. The concept is about defining and representing places and 
naming them home; “it is a spatial context of momentary boundedness”.44 
In the context of emigration from home country to host country, home ceases to 
be real bricks and mortar, but now becomes subject to the construction and 
reconstruction process of memory. Anh Hua, Associate Professor at San Diego 
State University, talks of memory “distorted by needs, desires, interests and 
fantasies. Memory is emotional, conceptual, contextual, constantly undergoing 
revision, selection, interpretation, distortion and reconstruction. Memory does 
not revive the past but constructs it”.45 These distortions take place in the 
context of the migrant’s struggle to deal with homesickness, insecurity, social 
dissonance and cultural dislocation.46 While the strength of emotion associated 
with home and its symbolic significance becomes ever stronger, paradoxically 
the memory itself is more fluid and malleable. Memories are not simply 
disassociated pieces of past events, but are actively constructed to provide a 
new take on the old, so as to provide a different perspective. In other words, 
memories are not static but are dynamic or fluid. Contrary to the notion that 
memories fade with time, when it comes to the idea of what home is or was, the 
strength of an image is strong or perhaps grows even stronger with time, 
however distorted or transformed it has become. The strength of the image has 
less to do with the original place, house or artefact and becomes disproportional 	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
44 Ibid. 45	  Hua, Anh, “Diaspora and Cultural Memory,” in Diaspora, Memory and Identity, a 
Search for Home, ed. Vijay Agnew. (Toronto: University of Toronto Press Incorporated, 
2005), 198.	  46	   “People used to be defensive with feelings of lack of recognition. From seventies, 
people started to claim their differences and as a result societies defined themselves in 
more pluralist and mutlicultural ways.” Ien Ang, “Out of Bounds: Inauthentic Spaces 
and the Production of Identities,” in  Foreign Dialogues, by Mary Zournazi (Annandale: 
Pluto Press, 1998), 156. 
 
“Also there is no language change without emotional consequences. That language 
equals home, as surely as a roof over one’s head is a home, and that to be without a 
language, or to be between languages, is as miserable in its way as to be without 
bread.” Alice Yaeger Kaplan, “On language memoir,” In Displacements, Cultural 
Identities in Question, by Angelika Bammer (Indiana: Indiana University Press, 1994), 
63. 
 
“The first language seems to be attached to identity with a kind of absoluteness, so that 
it seems to be coeval with identity and with the world; words seem to stand for the 
things they describe. Subsequent languages don’t have that kind of absoluteness.” Eva 
Hoffman, “Life in a new language,” in Foreign Dialogues, by Mary Zourzani (Sydney: 
Pluto Press, 1998), 17. 
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– fuelled by the emotional need for cultural identity and belonging. Even though 
my work, featuring an outsized clog-like structure, is clearly a far cry from the 
real shoes worn by my father, or clichéd symbols of Dutch heritage, the image 
is none the less striking, perhaps more impressive than the original memory of 
the clogs of my homeland.  
 
At a societal level, multicultural populations are created through the 
cohabitation of people with diverse ethnic, religious and economic backgrounds, 
requiring a fluid and versatile attitude to creating harmonious social cohesion. A 
tolerant society is one where individuals and groupings live by different personal 
codes without imposing them on others. The act of meeting strangers by 
definition is an event without a past; previous encounters with different 
strangers have no relevance, and there is no thread to pick up on from any 
earlier encounter. When Julia Kristeva, Bulgarian – French philosopher, writes 
about recognising the foreigner in ourselves, it is about an awareness that will 
reduce other people’s consciousness of our differences and thereby reduce 
xenophobic fear or hatred and allow understanding, harmony and integration.47  
 
As a society develops to the extent that multiculturalism is no longer the 
exception but the norm, the whole “problem of identity,” as Zygmunt Bauman 
calls it, switches completely. Bauman argues that “if the modern ‘problem of 
identity’ was how to construct an identity and keep it solid and stable, the 
postmodern ‘problem of identity’ is primarily how to avoid fixation and keep the 
options open”.48 Flexibility now trumps solidity. Papastergiadis states that: 
 
 “While the project of identity was once seen as leading towards stability 
and durability, and the settled citizen was the subject of history, the 
project of identity is now preoccupied, as Zygmunt Bauman reminds us,  
with how to maximise mobility and minimise attachment, and the 
exemplary subject is now seen as a migrant, an exile, a 
stranger…Cultural survival is increasingly defined according to the ability 
to keep moving, and identities are made on the move… In this context, 
cultural identity is seen as being a hybrid, diasporic subject that has 	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
47 Julia Kristeva, Strangers to Ourselves (New York: Columbia University Press, 1991), 
1. 
48 Papastergiadis, Spatial Aesthetics: Art, Place and the Everyday, 84. 
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enabled debates on identity to go beyond the binary logic of us and them. 
Cultural identity is defined by the way ideas and practices cross frontiers 
to find new homes; it is a way of coming to terms with the past without 
ignoring the pressures of the present, an expression of belonging which 
does not lock the individual into a single place. The dream of a single 
home is gone, only to be replaced by the promise of multiple affiliations.”50 
 
Forms of modern life are inclined towards constant change. Each structure is 
just another momentary settlement. “The feature of modern living is needing to 
become what one is; not about ‘to be’, but forever ‘becoming.’”51 In 
neighbourhoods in inner cities nowadays, one sees communities widely 
different from each other in which it is difficult to find out who legally belongs 
and who is a stranger, who is at home and who is an intruder. The art of living 
with difference is a contemporary issue. Living close to strangers seems to be 
reality and demands a mutually beneficial coexistence – not despite, but 
because of, the differences dividing us.52 
 
In living one’s life in a displaced situation, it is often comforting to remember 
and hold on to familiar items or things of the previous life situation, and to refer 
to domestic objects and activities. Diaspora and the theme of identity is a big 
source of inspiration for several artists. Aleks Danko is an example of an artist 
who has used the domestic activity of embroidery in his work that looks at 
identity and memory from a migrant’s point of view and as the diasporic 
experience of settlement.  
Quilting is an example of a metaphor for understanding the various theories of 
diaspora.53 Quilting requires time, patience, imagination and creativity. An 
artisan constructs, with bits and pieces of fabric and thread, a quilt that has its 
own history. When women get together to quilt, the activity can provide space 
for recalling the past as they knew it and a sharing of memories that can shed a 
different light on individual experiences. It can help overcome feelings of 	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
50 Ibid., 102. 
51 Bauman, Culture in a Liquid Modern World, 32. 
52 Ibid., 36. 
53 Hua, Anh, “Diaspora and Cultural Memory,” in Diaspora, Memory and Identity, a 
Search for Home, ed. Vijay Agnew (Toronto: University of Toronto Press Incorporated, 
2005), 191. 
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victimisation. The quilt presents the quilter’s aesthetic understanding of ways 
that resonate with her life.  
Aleks Danko is an Australian conceptual artist. His installation, Some Cultural 
Meditations, 1949-2010, is an ongoing work that looks at cultural and personal 
memory. Danko has taken an embroidered cushion as a central motif in the 
installation and a symbol marking a significant point in his family history – 1949, 
when his parents arrived from Ukraine in Australia as refugees from war-
damaged Europe. A photograph was taken that year of the artist’s mother and 
her friends at the Woodside Army Camp and Migrant Hostel in South Australia. 
The women shown in the picture all took turns to embroider the cushion that 
forms the starting point of the installation. The cushion is shown resting across 
their laps in the black-and-white image which was taken while the mother Maria 
was pregnant with the artist. In a series of intricate gouache and pencil 
drawings, Danko has ‘remade’ the cushion as a homage to the memory of his 
parents and their cultural traditions. The drawings, each taking around one 
month to execute, represent a labour of thought on migration and the 
experiences of lives that have been displaced and transformed. Each element 
in the installation – the drawings, the 1949 photograph, the original cushion, a 
text by an Adelaide-based cultural anthropologist – presents a meditation on 
different aspects of identity. The titles reference phrases from Ukrainian and 
Russian folk songs that are also present in the form of a soundtrack of seven 
songs that Danko’s father used to sing along to at home, played by the Soviet 
Red Army Chorus and Band (1958-1963).54 
 
 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
54 http://www.bos17.com/biennale/artist/27 (accessed October 25, 2010), 17th Biennale 
of Sydney website. 
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Figure 14. Aleks Danko, Cultural Meditation, 1949-2010; A birch tree in a field did 
stand, 2006, gouache and pencil on paper, 78.5 x 108.5 cm framed. Reproduced from 
http://www.bos17.com/biennale/artist/27 (accessed October 25, 2010)  
This fluid transformation process – a metamorphosis, a continuous evolvement 
within the realm of dependent and unavoidable connections amongst items in a 
migration environment – is a theme which Doris Salcedo, a Colombian-born 
artist, also explores in her work. 
Salcedo makes sculptures and installations that function as political and mental 
archaeology, using domestic materials charged with significance and suffused 
with meanings accumulated over years of use in everyday life. During the past 
few years, Salcedo’s work has become increasingly installation-based, using 
the gallery spaces or unusual locations to create vertiginous environments 
charged with politics and history.  
During a conversation with Carlos Basualdo, Salcedo discusses her approach 
to producing art: 
“The way that an artwork brings materials together is incredibly powerful. 
Sculpture is its materiality. I work with materials that are already charged 
with significance, with meaning they have acquired in the practice of 
everyday life…then, I work to the point where it becomes something else, 
where metamorphosis is reached.”55 
Salcedo employs objects from the past; objects imbued with an important sense 
of history. Through these contemporary memory sculptures, she illustrates the 
flow of time. She joins the past and the present and repairs what she sees as 
incomplete.  
 	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  55	  www.artgallery.nsw.gov.au (accessed 27 July 2014).  
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   Figure 15. Doris Salcedo. Noviembre 6 y 7, 2002. 
Reproduced from http://www.artgallery.nsw.edu.au (accessed 27 July 2014). 
 
With Noviembre 6 y 7 (2002), Salcedo sited the work in the new Palace of 
Justice in Bogotá, Colombia, where, over the course of 53 hours (the duration 
of the original siege), wooden chairs were slowly lowered against the façade of 
the building from different points on its roof. The 53 hours represented the 
duration of the original siege and created “an act of memory” in order to re-
inhabit this space of forgetting, referring to the violent seizing of the Supreme 
Court, Bogotá on 6 ad 7 November 1985. In this process the chairs were 
crawling over the wall. 
Where the artist Danko uses the domestic activity of embroidery in his artwork in 
relationship to identity and memory, so I use a domestic object, the clog, in my 
artwork, Homeward Bound, as a reference to my Dutch identity and my past. 
Even though Salcedo does not talk about diaspora as such, she and I both use 
objects from the past. Through materiality, and a transformation or 
metamorphosis of the materials, the work evokes an internalised memory. More 
so, Salcedo’s chairs, like Abramovic’s shoes, also suggest human habitation. 
The chairs, the shoes and the clog, all utilitarian objects, point to the absence 
and therefore the presence of the human being. 
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In the world of movement, identity and memories are subject to transformation 
through the passing of time and the process of moving. The formation of identity 
is a process where the self becomes a flexible zone. The self in this respect is 
made up of past memories and future anticipation linked to an ever-transforming 
present. The combination of roots and routes makes identity fluid. Constantly 
resetting one’s identity means understanding differences, and adopting or 
rejecting aspects of other identities. This results in recognising and accepting the 
foreigner in ourselves and forever ‘becoming’.  
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Chapter 4.  Termites and their nests.  
During one of my regular bushwalks through the Ku-ring-gai Chase National 
Park, which extends from the back garden of our home in Australia, I stumbled 
across the remnants of termites’ nests, normally at the base of massive, rotten 
trees. I became intrigued by their form and fascinating, internal honeycombed 
structure and twisted chambers made of indeterminate material, not earth nor 
wood but analogous to both. The termite itself is an insect that strikes fear into 
the heart of the house owner. Termites are infamous for their rare ability to 
digest the structural wood in houses and destroy the driving force behind 
suburban Australia: the price of real estate. 
As one looks at the whole isopteran species, one discovers that the termites’ 
disrepute is the result of just a few rotten eggs. The vast majority of the 2600 
species of termites are hard-working pillars of subterranean society, preserving 
and supporting a healthy ecosystem for the benefit of all. They live in complex 
cooperative societies, utilising a symbiotic gut biome to digest and derive 
energy from timber and build architecturally fascinating nests to protect 
themselves from predators and climate.  
 
       
Figure 16. Drawing of galleries of termite  Figure 17. Image “Nasutitermes walkeri” 
nest.        nest in tree.  Courtesy of Ingrid van der  
Reproduced from http://commons.  Aa, 2014 
Wikimedia.org (accessed August 31, 
2014) 
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Figure 18. Image of “niggerheads” 
Courtesy Ingrid van der Aa, 20 July 2014 
 
While it is possible to over-egg the analogy with human society, especially 
given the extraordinary longevity and effectiveness of termites over 130 million 
years, there are instructive metaphors. Fragile and weak individually, the 
termites protect themselves by their engineering ability to create nests, tunnels 
and transportation channels and tubes. “Their soil dwelling activity changes soil 
properties and structure, affecting, for example the flow of water through the soil 
and creating habitat heterogeneity fundamental for species diversity. Thus 
termites qualify as true ecosystem engineers.”56 The particular nests that so 
interested me are from a species called Nasutitermes walkeri. Their proximity to 
the bare, rotten trees was probably because they were old nests originally 
created higher in the tree, but which had fallen down. The indeterminate 
structure of the labyrinthine nest is made by these so-called ‘niggerhead’ or tree 
termites out of soil, mud, digested cellulose, saliva and faeces.57  
I am not the first to have marvelled at the intricacy of the termite nest structure. 
A solid timber pavilion reminiscent of Namibian termite mounds was installed in 
London as part of the insect-inspired “Pestival” in 2009.58 The pavilion is in part 
based on pioneering work by Dr. Robert Soar and the TERMES project which 
created 3D scans of termite mounds, delighting entomologists and architects 
alike. For the pavilion, a section of the mound was selected, digitally analysed 	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  56	  Judith Korb, "Termites," Current Biology 17, no. 23 (2007): 995.  
57 Ibid. 
58 Rose Etherington, "The Termite Pavilion at Pestival," De Zeen Journal (2009)., 
accessed 27 July 2014)	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and then scaled up to human proportions to make a six square meter walk-in 
home or shelter, now residing in Escot Park in Devon.  
        
               
Figure 19. Images of The Termite Pavilion at the Royal Festival Hall, London, 2009. 
Reproduced from: http://www.dezeen.com (accessed 27 July 2014). 
 
This pavilion gives a very good idea of the structure and channels of the inside 
of a termite nest; you can physically walk through the nest as a human being 
because of its up-scaled size. This pavilion gives a feeling of a house or a nest 
where you can find shelter.  
A house is our corner of the world, as argued by Gaston Bachelard.59 A house 
constitutes a body of images that gives mankind proof of illusions of stability. It 
is remarkable that, in our homes, our consciousness of well-being calls for 
comparison with animals in their shelters. The painter Maurice de Vlaminck, 
who was living quietly in the country at the time, recalled that the well-being he 
felt while seated in front of a fire in his house was entirely animal. A rat in his 	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
59 Gaston Bachelard and M. Jolas, The Poetics of Space (Boston: Beacon Press, 
1994), 91. 
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hole, a rabbit in his burrow, cows in the stable, must all feel the same 
contentment, according to De Vlaminck.60 
Likewise, my new project will also contain the up-scaling of a domestic form to 
create something almost habitable, a safe harbour, a home. Using the clog 
form, the work will be opened up and created using different materials. 
Homeward Bound represents the interconnectedness of structures and cultures 
through the juxtaposition of the Dutch iconic clog, the Australian bush and 
backyard suburban termites. The objects relate to forms of living -– shoes as 
well as a home, or shell or some form of shelter. My work is associated with the 
hybridity of objects, of cultural identity and with the question how to live one’s 
life. Even though the world nowadays calls for multiple affiliations, rather than a 
single home, I’d like to claim that some kind of shelter is still comforting.  
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
60 Ibid. 
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“It is only ideas gained from walking that have any worth” 
by Friedrich Nietzsche61 
 
Chapter 5.  My MFA project 
My practice is primarily about materiality, form and shapes. For my MFA project 
I have introduced a fixed form – the iconic Dutch clog – and with it, reflections 
on form in association with cultural identity. There are two aspects of the clog 
that made the choice logical. The shapes of its flowing, organic curves are 
consistent with my journey from grid-locked formality to flowing abstraction. 
Then, having worked with plastics for a few years to achieve the curvaceous 
forms I needed for my work, I craved a return to natural materials and in 
particular to working with wood.  
My early forays into abstraction involved tree-like painted and varnished 
canvases inspired by a life-long love affair with woods and forests. 
Reawakened by a discovery of bushwalking in the local national parks, it 
became clear that this love of wood would worm its way into my work. The 
discovery of termite nests during one of my walks was a happy accident, and I 
was fascinated by their complex and interesting structures. I had collected the 
materials purely because of their aesthetic, long before I knew how I would use 
them. The drive to connect with natural materials was always apparent, awaiting 
the necessary linkages to be formed in order to bring the work together. That 
cultural identity should form the glue that binds the themes together was an 
effortlessly logical step. As a Dutch national married to an English man with 
slightly confused Australian children, cultural identity is not a given as it might 
be for families who rarely stray far from their roots. Choices have had to be 
made about what is transferred across and what is rejected. At times these 
things are decided without conscious choice – relationships lying fallow and 
dissolving through disuse and neglect, familiarity with Dutch issues, politics and 
gossip all dwindling to the point where everyday conversation back in Holland 
seems banal and superficial.  
Just as I have migrated from Holland and established myself in the Australian 
environment, I have placed the clog into a uniquely Australian setting, through 	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
61 Frédéric Gros, A Philosophy of Walking (London, UK: Verso, 2014), cover. 
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the use of local termites’ nests as a construction material. I carved clog-like 
shapes from the nests gathered near my home in Ku-ring-gai Chase National 
Park, imagining the termites converting the food of the clog and integrating it 
into their world. In the work, the transfiguration of clog to termite nest, the eating 
up and spitting out of the wood, is rich territory for drawing analogies with the 
metamorphosis of cultural identity. It is apt that the agent of change should be 
that most feared insect of Australian suburban real estate, the termite. It is fitting 
that the strong reaction to termites in general is based, just as racism often is, 
on ignorance and generalization –the termite nests I used in my clog-shaped 
forms are the work of a wholly harmless species called ‘niggerhead’ termites. 
The work shows the transformation of the clog into something novel and 
complex, beautiful and valuable; informing my appreciation of the changes in 
my identity over the nine years that I have lived in Australia. 
By way of the fluid process of interconnection, in my new work, Homeward 
Bound, two new shapes and structures have been formed, still related to the 
foot and the original utility of the wooden shoe. The new shapes are open 
forms, a voided support of an absent subject. Firstly, the material of the termite 
nest has been used for transformation. In the process of creating clog-shaped 
shoes out of termite nests, the wooden structure of the Dutch clog has been 
compromised and is a weaker, open and porous structure. In the analogous 
process of my cultural assimilation, this apparent vulnerability is a real felt 
experience, as is the reassessing of the utility of old habits and artifacts in a 
new environment.  
Through the contact between the termite nests and the wooden shoe, a 
transformation occurs and a symbiosis results in a new structure – still 
somewhat recognisable as a clog, but made from a derived material. While the 
utility of the clog might seem to be diminished in the process, the resultant 
hybrid is new, unexpected and exciting. Through the interconnection of two 
disparate items, a new, fluid identity comes into existence. The interconnection 
of two things initiated cross-fertilisation, resulting in hybrid objects. From the 
process of coming to terms with the past without ignoring the challenges of the 
present, a new form has emerged. By electing to let go of the clog reference in 
a literal way, in order to be open and fluid about the new shape, I also had to let 
go of “the perfect Dutchness”. But I had to keep the characteristic form of the 
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clog in my further exploration of what was possible. After the interconnection of 
clog and termite, the deconstruction and construction process created more 
shoe or clog-like forms from the termite nests.  
Furthermore, I up-scaled a model of the clog into a massive open structure, a 
nest or shell to protect and surround viewers and therefore turning the clog 
back into something domestic – a house. One could even imagine the inside of 
the structure being a blown-up termite nest channel. The issue of belonging 
which is so central to cultural identity needed a voice that spoke to home and 
hearth. In the artwork, one is enveloped in a structure that clearly has its history 
in a wooden clog, and yet has also been transformed through architectural and 
engineering processes into a framework usually associated with houses or 
boats. The clear parallel is the comparable process of creating a new home,  
establishing new roots and providing a safe haven from which to view and 
appreciate the world.  
 
Figure 20, Ingrid van der Aa; experiments for Master’s work; 
termite nests and wooden shoe, 2014 
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Figure 21, Ingrid van der Aa; up-scaling the clog, wooden structure, 2014 
 
That the structure remains open is deliberate. The new work, the new identity, 
has overcome differences and sustained differences at the same time, which 
reflects on myself having changed into being more open and porous in the 
process of migration. It is the openness to expanding links that allows for further 
physical transformation. This shared space of making connections is the 
location of the termite structured shoes – shoes as a home for the foot – and 
the up-scaled open structure of a clog-like shape, turned back into something 
domestic – a new home. Standing in the enormous shell, the metamorphosed 
clog/termites’ nest provides an environment for reviewing, recharging and 
reconnecting. 62 
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  “Throughout Dutch history, this small country has reached outward, and prospered 
thanks to its ability to trade and engage with others. Flight MH17 reflects and updates 
that history. The reaction to the sudden loss of a cross-section of Dutch society has 
been muted. The Dutch are strikingly different from Americans in their gut reactions to 
things. When hit with a national shock, Americans will almost instinctively reach for 
ideology or ideals. The Dutch have an innate distrust of ideology. For better or worse, 
the Dutch are more comfortable with meetings and remembrances than a call to arms. 
This tragedy gives an inadvertent indication of how racially mixed the country has 
become. Among the Dutch passengers listed on the flight manifest were a Vietnamese 
family who lived in Delft, the city of Vermeer; a Chinese couple from Rotterdam; a 
Dutch-Israeli student; a Dutch-Malaysian family; a Dutch-American; people born in 
Curaçao and South Africa; and others with German, Indonesian and British 
backgrounds. But one truth revealed by this tragedy is that the country is quietly 
becoming a melting pot, a place intricately connected to other parts of the world. In 
exploring those connections it creates a broadening of identities, resulting in a more 
diverse nation as a continuous evolving cultural identity. The Dutch people who died on 
MH17 mirror their own rapidly evolving society, and remind the rest of us that our 
futures don’t lie in tribalism, but in expanding our connections.” Russell Shorto, 
"Malaysia Flight 17. The Unique Way the Dutch Mourn." Time Magazine (2014). 
Accessed July 24, 2014.	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Conclusion 
How one might live one’s life in a displaced situation is investigated in this 
dissertation. The question is explored by researching the interconnection of 
different cultures and structures, through a discussion about cultural identity 
and materiality. This research paper also investigates the results of 
experimentation in the transformation process between two different objects: 
the termite nest and the wooden shoe. 
Whereas my Honours project showed a dynamic tension between form and 
formless within independent organic and soft shapes, my Master’s project 
explores interdependence and interconnection between forms and shapes. My 
previous work consisted of man-made material (Perspex) objects, while my 
recent work consists of natural materials. In Australia I am very fortunate to live 
next to Ku-ring-gai Chase National Park in Sydney, and it is here that I came 
across termite nests. During one of my regular bushwalks, I saw a termite nest 
that had fallen out of a tree and, fascinated by its materiality and its structure, I 
decided to take it home. As the rich culture of my homeland The Netherlands –  
home of Johannes Vermeer, Vincent van Gogh and Piet Mondrian – has had 
significant influence on my work and its conceptual themes, I also realised that 
the other deeply important undercurrent is the cultural tension that inevitably 
occurs when one emigrates. It is from these conditions, and from reflections on 
form, that I decided to use the Dutch clog as a typical iconic form that I 
associate with my identity. My Master’s project investigates the connections 
between the two cultures and the two objects, both metaphorically and literally.  
Rosalind Krauss and Yve-Alain Bois talk about formlessness in the sense of 
being deconstructive in nature, and they define one of the operations of 
formlessness as entropy. Entropy is about irreversible decomposition of energy 
and is linked to rot, waste and decomposition. It is interesting that I use the tree 
termites in my new body of work, as they use rotten wood to decompose and 
bring this back into the ecosystem in a positive and sustaining way. Although 
entropy is an irreversible movement, I relate especially to Zygmunt Bauman’s 
approach of connecting this formlessness to fluidity and being ready for 
constant change. Bauman argues that living one’s life is about ‘becoming’ and 
working on constant improvement.  
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Cultural identity is hybrid and defined by the way in which ideas and practises 
find new homes after crossing frontiers. The formation of identity is a process 
where the self becomes a flexible zone. The self in this respect is made up of 
past memories and future anticipation linked to an ever-transforming present. 
The combination of roots and routes makes identity fluid. Furthermore, Nikos 
Papastergiadis talks about cultural identity as adoption and rejection of aspects 
of other identities, and understanding and accepting the differences. The art of 
living with difference is a contemporary issue.  
The transformation process of forms and structures is demonstrated in the 
artwork through the interdependence and connectedness of the Dutch clog and 
the Australian termites and their nests. This transformation process has resulted 
in the work, Homeward Bound, an installation of hybrid objects. The clog is the 
starting point of the migration process and is a form, an open form, which relates 
to the human body, in particular the foot, or its absence, as discussed by 
Jacques Derrida. Nikos Papastergiadis argues that displacement is always 
double: stability is lost in relation to both one’s place in the world and one’s 
sense of self; cultural identity exists through a process of differentiation. This is 
shown by the transformation of the termite nests into footwear and also by the 
up-scaled clog-like shape structure in the installation.  
Through the artwork, Homeward Bound, the sense of self, the Dutch identity that 
is portrayed by the clog, has been changed by displacement and literally 
digested by the Australian native termites. The result is still recognisable as a 
clog, but in a new form, entirely novel and unimaginable to someone who had 
never ventured from Holland. The Dutch identity has been integrated into the 
new home of the termites, creating something familiar and novel at the same 
time – clog-shaped shoes out of termite nests. In nature, complex structures are 
created through symbiotic processes. Clog-shaped forms, made out of termite 
nest material, represent the hybridisation of two objects. The carving of the nest, 
embalmed to strengthen and preserve the delicate honeycombed structure, 
interconnects the wood of the clog with the original wood that was re-formed by 
the termites to make their nest. Alongside the human shoe-sized pieces is an 
outsized structure, the larger scale installation of a differentiated version of the 
iconic clog, which has changed into an open skeletal structure, transformed, 
rotated and enlarged to mammoth proportions. The large sculpture remains an 
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instantly recognisable form by retaining the precise geometry of the clog through 
digital scanning techniques.  But it is magnified and rotated, no longer made from 
solid wood but reduced to a minimal frame using boat-building techniques. This 
structure now signifies a shelter, a safe haven from which the viewer can 
observe the world. Standing in the shell, the metamorphosed clog/ termites’ nest 
provides an environment for reviewing, recharging and reconnecting.  
The answer to the question of how to live one’s life as diaspora has been 
investigated through different theorists and philosophers and several 
contemporary artists in this dissertation. How to sustain difference in a 
displaced situation has been examined in this research paper and explored 
further in my art-making practice. In a global world, it is preferred for identities to 
be fluid and open for constant change so as to be flexible with the movements 
across borders, as pointed out by Zygmunt Bauman. To keep harmony and 
balance it is important to understand and accept differences. The act of 
displacement changes the static situation and stability in relation to one’s place 
in the world and the idea of self. The issue of identity concerns avoiding fixation, 
being flexible, maximising mobility and minimising attachment. Identity as such 
is a hybrid subject that goes beyond the logic of us and them and is about 
creating multiple affiliations. This has been literally translated in my artwork 
Homeward Bound with the installation of hybrid objects produced through 
interconnection of the termite nest and the Dutch wooden shoe. The truism ‘life 
is a journey’ is manifest in this work and represented through the idea of 
expanding connections in an open way, through structures both familiar and 
challenging. Honouring one’s own identity through a recognisable form gives 
the desired sense of belonging, a basis from which an ever-transforming new 
form or ‘home’ is free to constantly develop and emerge. 
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